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I. Prospectus

This is a creative project displaying my process and journey through rehearsals—
and eventually performances—as “Oswald” in the University of Southern Mississippi’s
Theatre and Dance Department’s production of William Shakespeare’s King Lear. All of
my research and preparation culminated in a final performance of the show which took
place October 14th through the 23rd of 2011. This was the most important part of my
creative project, as it showcased all of my hard work throughout the process. All of the
documentation that follows was used to support my performance, as is the case in any
particular role. If I did all of my preparatory work and research properly, it should have
shown during the actual performance. After all was said and done (and the show had
closed), I produced a post-show reflection, in which I discussed what worked and what
did not work throughout my process.
Research
In this section I provided a good deal of research on various subjects relating to
the show and, more particularly, my role in the show. I started by researching the play
itself with deep scriptural and character analysis because, just as is the case with any
Shakespearean play, the text is rich with information in the very language. In order to
really delve into the text, I needed to perform scansion and seek the figurative language
in the lines; I will go into much further detail with this in the next chapter on text
analysis. Beyond the text, I researched what historians and scholars have found on the
play and the character of Oswald in particular. I also found it beneficial to research the
state of Elizabethan England at the time in which the play was originally written,
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including economics, environment, etc. However, the main bit of my research came from
a more hands-on approach with text and character analysis, which I will go into further
detail in the following two chapters.
Text Analysis
In the last section I already began talking about how this chapter would come
about. I scanned all of Oswald’s lines in the show and went through them in order to find
any prominent figurative language and information that was helpful to me. In all of
Shakespeare’s texts, the rhythm and music of the lines are just as telling about the
characters and the story as the actual information being spoken of in the lines. It is
customary for an actor to go through a script and record what it is that his character is
doing with each line—an action or a verb that describes exactly what it is that he/she is
trying to accomplish with that line. With Shakespeare, things are a bit different: most of
the time, the line itself will reveal what it is that the character is trying to do. However,
Oswald was a very interesting character because there was little written about him in the
play, and he had very few lines; so much of his intentions were sub-textual and needed to
be excavated.
Character Analysis
This section really went hand-in-hand with the previous two sections. I pulled
from my research and text analysis to produce my own individual character, as he related
to the production as a whole. I wrote a first person autobiography of “Oswald” as I saw
him and also included any sketches, pictures, letters, photos, etc. that related to my
discovery of the character. This section related to everything that one should have been
able to see in my performance: from vocal choices to my physicality (including how I
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move when I dance). I used Lugering, Lessac, and Meisner techniques in my
performance. The Lugering technique is movement-based while the Lessac technique is
vocal-based, and they pertained to my character development in body and voice. The
Meisner technique was relationship-based, and it pertained to how my character
interacted with the other characters on stage.
Daily Rehearsal Log
Journaling daily (or at least as much as possible) is very important for an actor to
do in order to keep note of all his discoveries or things that he would like to discover or
explore throughout the rehearsal process. Throughout my process I kept up with this
personal journal, in which I kept an account of all my rehearsals and notes and character
discoveries. This also included any research images or sketches that I produced along the
way, which went into my “Research” chapter. I organized it chronologically, from the
first day of rehearsals to the final performance. It included my own personal thoughts
and the directors’ notes.
Post Show Reflection
No earlier than two weeks after the show had closed, I took all my research and
preparation and analyzed my process as it supported my final performance. This
reflection included performances as well as rehearsals, since the show continued to
evolve until I took my final bow. I went into further detail about three chief topics: what
I thought went well, what I would like to have improved, and what I learned from this
specific project. It is very important for an actor to reflect on his process for every show
so that he can take the good and do away with the bad as he/she continues on with new
projects.
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II. Research

In this chapter I will talk about the research that I have done for this role.
However, I have to be honest in saying that there was not much formal research done.
Although I have consulted a few scholarly works, most of my creative work came from
working with the text and working with different techniques—this will all be discussed in
the “Text Analysis” and “Character Analysis” chapters later on. As well as consulting
scholarly works, I also took some ideas from research images, which I will also print and
discuss in this section.

Plot
First I thought that it would be a good idea to give a plot summary of King Lear,
followed by a scene-by-scene description of how Oswald fits into the play to avoid any
confusion throughout the rest of this work. The play begins as King Lear decides to
retire from the throne of England, and he decides to split ruler-ship of the kingdom up
among his three daughters: (from oldest to youngest) Goneril, Regan, and Cordelia.
Goneril and Regan both flatter Lear, and they each get a good portion of the kingdom.
Cordelia, however, does not flatter Lear,—because she thinks that she should not have to
do so—and Lear banishes her from the kingdom; she moves to France with the king of
France, who offers to marry her.
From this point on, a number of characters in the show vie for the throne,
including: Goneril, her husband the Duke of Albany, Regan, her husband the Duke of
Cornwall, Edmund (the illegitimate son of the Earl of Gloucester), and Oswald (Goneril’s
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steward). This group of characters all strive to win the throne, though there are many
casualties along the way; one character—the Duke of Albany—even realizes that what
this group is doing is wrong, and he joins the good side, which includes Lear himself, the
Earl of Kent, the Earl of Gloucester, his legitimate son Edgar, Cordelia, and the King’s
Fool. Through some knavery on Edmund’s part, Edgar is also banished; he goes into
disguise as a bedlam beggar. However, by the final act of the show, Cordelia and Edgar
have both returned. There is a final battle for the throne, but there are many casualties
before the show’s conclusion: Lear, Cordelia, the Earl of Gloucester, Edmund, Goneril,
Regan, the Duke of Cornwall, Oswald, and the Fool. The show ends with Edgar taking
up the throne.
During my research I stumbled upon Francis Griffin Stokes’s Who’s Who in
Shakespeare, in which he gives this very account.
•

In I.3 Goneril orders Oswald to assume a “weary negligence” to Lear upon his
arrival to Goneril’s castle.

•

In I.4 Oswald shows a bad attitude to Lear and is thrown out of the courtyard by
the Earl of Kent, who is disguised as Lear’s servant Caius; later in the scene
Goneril commands Oswald to bring a letter to her sister Regan.

•

In II.2 Oswald reaches the Earl of Gloucester’s castle after having brought
Goneril’s letter to Regan, and there he meets up with Kent/Caius; the two almost
start a scuffle, but it is broken up by the Duke of Cornwall, Regan, and Edmund.
Kent/Caius is put in the stocks by Cornwall.

•

In II.4 Oswald joins Goneril at Gloucester’s castle, where she berates Lear with
her sister Regan, and Lear orders Oswald out of his sight.
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•

In III.7 Oswald tells Cornwall, Regan, Goneril, and Edmund about Lear’s flight to
Dover.

•

In IV.2 Oswald informs Goneril of how her husband, the Duke of Albany, has
changed; he also witnesses Goneril and Edmund kiss in this scene, and later he
witnesses a messenger tell Albany and Goneril about the death of Cornwall in a
previous scene.

•

In IV.5 Oswald attempts to make an alliance with Regan at her palace, and he
refuses to give up a letter that Goneril had written to Edmund; also, she persuades
Oswald to kill Gloucester, who has been banished into the wild.

•

In IV.6 Oswald finds Gloucester with Edgar, who is disguised as a bedlam
beggar, and attempts to kill him; however, Edgar kills Oswald. In his dying
moments Oswald asks Edgar to bring the letter to Edmund, and that is how
Oswald’s story ends.

World of the Play
Next I wanted to research some facts about Elizabethan England itself because
this was the era in which William Shakespeare wrote the play. According to Dan Antony
in his article “Ten Facts on the Elizabethan Times,” this was a time of “endemic syphilis,
high child mortality and outbreaks of plague and smallpox.” As far as religion is
concerned, Henry VIII had turned England from Catholicism to the Church of England,
his daughter Mary had brought it back to Catholicism, and then Elizabeth I had once
again returned the nation to the Church of England; Catholics would practice their
religion in secret. Theatre was banned in the city of London because it was seen as
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“unsavory,” but Shakespeare’s works were performed at the Globe Theatre across the
Thames River, outside of the city. At this time there were three different classes of poor
people: “impotent” poor, able-bodied poor, and “rogues and vagabonds.” Before
Elizabeth took the throne, “reading was left to the gentle class, chiefly for Bible study,”
but people became far more literate at this time. Weavers and clothmakers were among
the leaders in a rising merchant class. This was a time full of pandemics and epidemics,
including the bubonic or “Black Plague”; syphilis was also beginning to become a major
health issue. Because it was difficult to heat water, bathing was highly impractical;
however, the smell of sewerage allowed people to not be offended by others’ lack of
bathing. The average number of pregnancies that a woman could expect was seven,
though it was understood that they would not all be successful births. About twenty-five
percent of children would die before the age of ten, and about one percent of women
would die in childbirth. As far as marriage was concerned, the richer citizens tended to
marry in their teenage years, whereas the average marriage age was the mid-twenties.

Origins
Next I wanted to research the origins of the play itself. According to Isaac
Asimov in his Guide to Shakespeare, “Shakespeare wrote fifteen plays which…involve
English history” (“The Tragedy of King Lear” 3); King Lear is one of four that took place
roughly prior to the Norman Conquest in 1066. Furthermore, Lear is the oldest and deals
with the most legendary events. The entire tale originated as a Celtic myth: Lear was a
mythological god of the sea, and his legend involved his four children being transformed
into swans by a wicked stepmother. Even though this original version was nothing like
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the King Lear that Shakespeare wrote, the name “Lear” was made famous to many
generations of children, and they all would remember that the tale had something to do
with Lear’s children.
Asimov goes on to discuss how Lear became a mythical British historical figure.
Geoffrey of Monmouth made the first historical reference to Lear in his Historia Regum
Britanniae (Story of the British Kings). He made Lear a king of Britain and placed him in
a period much earlier than that of the legendary King Arthur. Lear was actually rumored
to have founded the English city now called “Leicester”—it was rumored to have been
originally called “Lear-cester” after him, but this is all mythologically-based and,
therefore, presumptively not factual. Even though scholars have figured out what time
the story probably took place, Asimov points out an anachronism actually in one of
Oswald’s lines: “Seek him out/Upon the English party,” (IV.6, 249-50). According to
Asimov, “There were no English in Britain in Lear’s supposed time, nor would there be
for thirteen centuries. The word changed to ‘British’ in some editions of the play, but it
is ‘English’ in the oldest printed version,” (“The Tragedy of King Lear” 45).

Theme(s)
Next, I wanted to research what scholars may have thought about the theme(s) of
the piece. Harold Goddard, who regards King Lear as “the culmination of Shakespeare,”
wrote about his thoughts on the themes of the show in his book The Meaning of
Shakespeare (136). He starts off by talking about the show from a biological standpoint.
He says that the theme of the play has to do with the relation of the generations, which is
a theme “that has been central in Shakespeare’s Histories and Tragedies up to this time,”
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(136); the “father” figure (Lear and the Earl of Gloucester) represents the authority of the
past over the present (Lear’s three daughters and Gloucester’s two sons). In this play we
see the conversion of the father into the child, as Cordelia is taking care of Lear by the
end of the show.
Another theme that Goddard discusses is the psychological theme of unregulated
passion’s “power to carry human nature back to chaos,” (139). These passions include
pride, lust, fear, and anger; Goddard states that these passions consume themselves and
the human who employs them. According to Goddard, Shakespeare was first drawn to
the political disorder of the fifteenth century as a metaphor for these passions taking over
when he constructed his play Henry VI; from that point on he has tried to search for even
more “vivid and violent metaphors” in order to express his attitude on this psychological
theme.

Character
Once I felt that I had a good handle on the origins and the themes of the play, I
began to look deeper into my own character: Oswald. Initially I consulted two scholarly
Shakespeare character dictionaries—including Stokes’s Who’s Who in Shakespeare—in
order to learn the basics on Oswald. Along with his scene-by-scene break-down of
Oswald’s role in the play, Stokes also quotes the early nineteenth century English poet
and literary critic Samuel Taylor Coleridge, who regarded Oswald as “‘the only character
of utter irredeemable baseness in Shakespeare,’” (Barnet 14). However, Stokes counters
this by saying that Oswald’s fidelity to Goneril could be seen as a redeemable quality. In
J. Madison Davis and A. Daniel Frankforter’s The Shakespeare Name Dictionary, they

9

discuss how Oswald “has been seen as a parody of the social-climbing Elizabethan,” and
they talk about how he acts on his aspirations to have a higher social status (358).
In William F. Zak’s Soverign Shame, he makes interesting comparisons between
Oswald and Cordelia and between Oswald and Lear. In scene I.4 when Lear first
confronts Oswald, Zak claims that Oswald has taken on Cordelia’s role as truth-teller in
Lear’s life. It makes sense because Cordelia and Oswald both tell Lear that he is
essentially nothing special when he asks them who he is. Furthermore, Zak makes a
comparison between Oswald and Lear because Oswald acts just as self-righteous as Lear
when Lear tries to kick him out of the courtyard in the same scene. Zak says that Lear
cannot bear to look at Oswald because it “would force him to see himself in the ‘slave
whose easy-borrowed pride lives in the fickle grace of her he follows,’” (136-37).
However, just like Davis and Frankforter, Zak goes on to point out Oswald’s redeemable
quality that Lear does not take the time to understand: Oswald is genuinely devoted to
Goneril. If Lear could understand that, he would be able to see that even “the basest
beggar is capable of love,” (137). However, in her article “Delusion as Resolution in
King Lear,” Phyllis Rackin states that Oswald is “completely the creature of the social
and political hierarchy, unaware of any values beyond worldly status or any code beyond
manners,” (31). Rackin says that Oswald’s inability to distinguish value from rank is
ultimately his downfall because he dies at the hands of a mere peasant who has no rank at
all.
While Zak compares Oswald to Cordelia, in his article “Kent and the Audience:
the Character as Spectator,” Robert Egan regards Oswald as a foil to the character of
Kent. Egan discusses how Kent promises Lear to be a worthy servant to him, and

10

Oswald walks onto the scene and gives Kent an opportunity to prove himself by being
severely rude to Lear; Kent takes this opportunity to throw Oswald out and prove himself
as worthy to Lear. He also states that Kent attacks “the warped version of social order”
that binds the two characters together, for both Kent and Oswald are servants. However,
they exist in very different realms of humanity: Kent serves the downfallen yet righteous
Lear, whereas Oswald serves the corrupt Goneril. In their article “‘Service’ in King
Lear,” Jonas A. Barish and Marshall Waingrow further this idea by saying, “Oswald is
Kent turned inside out, the bad servant anatomized,” (349). They also state that Oswald
can be regarded as a “serviceable villain,” just as the character Edgar states upon
Oswald’s death. However, they believe that even though Oswald feigns obedience to his
master Goneril, he actually “promotes division and diversity rather than solidarity,”
(350).
In John Reibetanz’s The Lear World: a study of King Lear in its dramatic context,
Reibetanz claims that Oswald (as well as many other characters in the play) is actually a
type of a Shakespearean “fool”. He refers to Oswald as one of Shakespeare’s “villainous
fools” because of his mindlessly following his lady (Goneril) and his garnishing himself
with rich clothes and jewelry “as Lear removes them,” (103). He even claims that
Shakespeare intended for it to be known that Oswald was a type of fool in how he wrote
the play. In I.4 Lear gives the order for his Fool to come hither, and immediately
following is when Oswald enters. Later on Lear summons his Fool again, and Oswald reenters immediately following Lear’s order. Another scholar John C. McCloskey in his
article “The Emotive Use of Animal Imagery in ‘King Lear’” regards Oswald as a lowly
animal according to the King Lear text itself. He says that, just as Oswald’s master
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Goneril is reduced with animal imagery, Oswald “is dehumanized as a rat, a dog, a
goose,” and that Oswald is most like a dog because he consistently shows the traits of
such an animal (323). McCloskey states that the imagery of lower animals exists in the
play to represent the moral derangement of the world in which Lear lives. He says that
Oswald’s first interaction with Lear is really the first event to emphasize this idea; Lear
enforces this idea by referring to Oswald as a “whoreson dog” and a “cur”.

Research Images
For the remainder of this chapter, I will print my research images and explain why
they speak to me in my character search and development. I only have five, but they all
speak to me. I will begin on the following page.
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This is a photograph of a diamond back rattlesnake. It is important for me to note
at this point that I decided early on in my process that Oswald’s “spirit animal” was a
snake, and I would base many physical movement choices on this animal. I will explain
Michael Lugering’s expressive continuum later on in the “Character Analysis” chapter,
but this picture really showed me the specific movement elements of a snake that I
wanted to capture in my character. The snake is very sharp in his eye contact, very
withdrawn in his body, and very charged and ready to act at any given moment. I am
also drawn to the snake’s shadow, which appears to be creeping up on him. This could
be likened to a character flaw: something that is always there, creeping up on the
character, and there is no way to escape it.
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This is a photograph of a two-headed snake. Again, I was drawn to it primarily
for its snake imagery. This photograph pulled my eye in particular because the snake has
two heads. This makes me think of Oswald because there comes a time in the play where
he is drawn in two different directions: whether to continue to follow his lady Goneril or
to switch sides and follow her sister Regan instead. This split-decision is one of the
events that ultimately lead to Oswald’s demise. Since he loses his focus, he cannot see
straight and realize that he is headed down the wrong path, and he is killed in the midst of
this confusion.
Also, I would like to note that I am scared to death of snakes. I really do not
understand how I was able to go through so many pictures of snakes without losing my
mind.
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This is an illustration titled “Lion vs. Snake,” and it was created by graphic artist
Will Ruocco. I was immediately drawn to it for two reasons: the snake imagery for
Oswald and the lion imagery for Lear. While blocking I.4 (the scene in which Lear
confronts Oswald the first time), we discussed the idea that I was walking into a lions’
den with Lear as the top lion. I like this image because it is clear by size that the lion is
more dominant. However, the snake is not backing down at all. This is very much like
how Oswald reacts to Lear’s confrontation: there is no backing down, despite the fact that
Oswald is technically lower than Lear on the chain-of-command. Oswald is not afraid of
anybody.
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Here is an image that does not involve snakes in any way, shape, or form. This is
Briton Riviére’s painting “Daniel in the Lion’s Den”. It stuck out to me ever since Lou
(the director of our production) gave me the direction for I.4 that I was walking into a den
of lions. It is a very intimidating image—to walk into a room all alone with only a pride
of lions awaiting you; however, Oswald does not let fear get the better of him in this
scene. He stands there with strength and dignity, just as Daniel is depicted in this
painting.
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This is a digital art image entitled “Dark Mountain,” created by digital artist Clint
Clearley. One of the central themes in the play is the idea of this political battle between
all the characters striving to reach the top of the hierarchal chain (including Oswald).
The image of a mountain is a great metaphor for this climb to the top; however, this
specific image stuck out to me because of its darker appearance. The political battle in
King Lear is anything but beautiful and majestic. It is rough and ugly, like the mountain
in this picture. Also, the sky is very ominous with very little light shining through. The
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little bit of light could symbolize hope; however, that light is very hard to come by, just
as hope is in the play.
III.

Text Analysis

This chapter will consist mostly of scanned reproductions of my actual script in
order to show my process through actually written work directly in the script. This
involves breaking up the script (my sections, in particular) into beats, units, and what are
called “French scenes”—I will explain what this all means later. This is a process which I
would go through for any script; however, with a Shakespearean script, there are some
extra things to do in order to pull the script apart. In analyzing Shakespearean texts it is
crucial to both scan the verse (if it is written in verse) and to mark any important
figurative language that appears in the lines. All of these factors can tell a great deal
about what is going on in the scene and what is going on with the character(s).
Structure of This Chapter
In order to make this process easiest for myself, I made two copies of my
character’s pages of the script; I used both of these copies and my actual script in order to
cover all the bases of textual analysis that the play required.
1. I used my actual script to mark blocking and take notes during rehearsals.
The rest of this chapter will be split into these three different sections.
2. On one copy I both marked the figurative language and split the script up
into beats, units, and French scenes.
3. On the other I scanned the text (only for those lines of mine that were
written in verse).
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4. The fourth section is devoted to discussing how differences in
Shakespeare’s first folio (his works in their most original structure and
writing) can also indicate important aspects about a character.

Blocking Notes
On the next few pages, I will scan and print copies of my actual script, which
includes blocking and other miscellaneous notes that I took during rehearsals.
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Figurative Language and Script Break-up
On the next few pages, I will scan and print copies of my copies of the script that
include both the marked figurative language and the break-up of my script. It is
important to explain at this point what exactly you will be seeing. Here is a list of the
various figures of language and their corresponding markings that you will see on the
following pages:
1. Verb: a word that expresses action, a state, or a relation between two things. I
will put a box around verbs.
2. Repetition: any word or idea that is repeated two or more times. I will put an R
above the word or idea every time that it appears.
3. Antithesis: any two or more words or ideas that work in exact opposition. I will
connect the words or ideas with a straight line.
4. Alliteration: repetition of consonants or sounds. I will underline the repeated
consonants or sounds.
5. Assonance: vowel sounds that are deliberately or poetically repeated. I will circle
the repeated vowel sounds.
6. Onomatopoeia: any word that, when said out loud, actually sounds like what the
word is. I will draw a zigzag line under the word.
7. Personification: any word or idea that is given personal qualities (like that of a
person). I will put a P above the personified word or idea.
8. Ladder: a portion of the script in which the actions, events, words, etc. build up to
a certain point. I will draw a physical ladder in the margin the length of the
figurative ladder.
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9. Simile: two or more words compared by using either the word “like” or the word
“as”. I will put parentheses around the simile.
10. Metaphor: two or more words that are directly compared—one thing is the other.
I will put brackets around the metaphor.
11. Any additional poetic devices that I find will be marked with a circle and a
comment in the margin.

This list came from my acting professor Monica Hayes during her lecture on scansion
and language in Shakespeare. Putting all of this figurative language to use is a major tool
in activating the script.
Also, the script break-up will be marked by lines running horizontally across the
page. A singular line marks a change of beat. Two lines mark a change of unit. A unit is
larger portion of the scene than a beat. Within each beat, you may see a slash mark; this
refers to a change in the character’s intention. Three lines indicate a change in French
scene. A French scene essentially changes every time either someone leaves the stage or
someone new enters. This is a way of marking for oneself when the thoughts of the
character change or when the scene has started heading in a new direction.

32

33

34

35

36

37

Scansion
This is perhaps the most important concept for analyzing a Shakespearean script.
A lot can be discovered about a Shakespearean character based on the way that his/her
verse lines are scanned. First it is important for me to note how to tell the difference
between verse and prose in Shakespeare’s language. According to Nelson Rodriguez in
his lecture on verse and prose in Shakespeare, verse is a line with a measured meter,
whereas prose does not have any set meter. The easiest way to tell if a character is
speaking in verse is if his/her consecutive lines each start with a capital letter. It is
important to note whether a character is speaking in verse or prose because this can tell a
lot about that character’s status: prose may indicate lower status, and vice versa. Verse
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also can heighten sense or emphasis—breaking out into song in a musical has the same
purpose.
Also, verse lines that are in perfect iambic pentameter (Shakespeare’s standard:
five feet with two syllables in each foot) indicate that the character is fairly level-headed
and knows what he/she is doing, thinking, feeling, etc. Verse lines that stray from this
perfect standard of rhythm and beat may indicate that a character is in some high
emotional state of passion or confusion and cannot think or speak straight. Most of
Oswald’s earlier verse lines are in iambic pentameter, which indicates that he knows what
he is doing. However, towards the end of his time in the show (Act IV), his verse gets a
bit off, which indicates that at this point he is starting to lose focus (which ultimately
leads to his downfall).
Since the scansion will be difficult to see on the images on the following pages,
here is a blown-up portion of scanned text from my script:

**Note: In the following images I have only included the verse lines that really called for
scansion. Prose has been left out of this section completely.
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First Folio
Through the process of publication, editors change many of Shakespeare’s words
and punctuation marks in order to make it more accessible and readable to today’s target
audience. However, in changing his writing it is possible that editors actually change
Shakespeare’s original intentions. Another important tool for any Shakespearean actor is
to go back to the first folio and note these differences. Here are some note-worthy
differences in the first folio that pertain to Oswald:
•

Frequently Oswald answers Goneril in our script by saying, “Ay Madam,” which
is just his way of confirming that he will follow her orders. However, in the first
folio he instead frequently says, “I Madam”; this indicates that Oswald is
constantly reassuring Goneril that he is there for her—at least, this is what I take
41

from this change. He also later answers in this way to Regan; it could be for the
same reason.
•

In I.4 line 78, Oswald answers, “My lady’s father,” in response to Lear’s question
as to who he [Lear] is; that is how it is in our script. However, in the first folio
Oswald answers, “My ladies father.” To me, this could be a foreshadowing that
Oswald will later switch sides from Goneril’s to her sister Regan’s. It could also
indicate that Oswald has already begun playing on both sides. For my
performance purposes I went with the former possibility because I believe that it
is always more interesting to see big events happen on stage (in this case, the
switch from Goneril’s side to Regan’s) rather than to understand that they had
happened off stage.

•

In our script in II.2 on line 120, Oswald refers to his confrontation with
Kent/Caius as a “dread exploit”; however, in the first folio Oswald refers to it as a
“dead exploit” instead. This supports Oswald’s confidence that the event is over
because he has already won.

•

The first folio has many words capitalized that are not capitalized in our script.
This gives those words a higher status in the first folio.
o In III.7 on line 19, Oswald refers to Lear and his knights’ “well-armed
friends”; the first folio has “friends” capitalized to indicate that these are
high-status friends, perhaps royalty—i.e. Cordelia and her king of France.
o In IV.2 on line 8, Oswald says that the Duke of Albany (Goneril’s
husband) has called me “sot”; the first folio has “sot” capitalized to
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indicate that, even though Oswald is recognizing what Albany has called
him, he is still giving himself the higher status in this situation.
o In IV.5 on line 5, Oswald refers to Regan’s “sister” (i.e. Goneril); the first
folio capitalizes “sister” to indicate that Oswald still honors and respects
his lady, despite his betraying her in this scene.
•

There are two scenes in which Oswald enters but has no clear indication to ever
exit until the end of the scene in the first folio. In these two cases it is up to the
actor and the director to decide whether or not Oswald exists until the end of the
scene.
o In III.7, which is also known as the “blinding scene” (in which Cornwall
and Regan blind Gloucester); we opted for Oswald to go ahead and leave
with Edmund and Goneril. This choice allowed me to dig deeper into
Oswald’s jealousy of Edmund and Goneril’s budding romance.
o In IV.2, in which Goneril and Albany get into a huge verbal fight, and
later a messenger arrives to speak of the death of Cornwall. We opted for
Oswald to stay on stage until the very end of the scene so that I (as
Oswald) could observe everything that happens and is said in the scene.
This feeds into Oswald going to Regan immediately following the scene in
order to try to join her side.

•

In IV.5 on lines 42-3, Oswald replies, “Would I could meet him, madam! I
should show/What party I do follow,” in reference to Regan’s asking him to kill
Gloucester should he come across him on his travels. However, the first folio
does not have the word “him” in that first phrase; so it just reads as, “Would I
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could meet Madam, I should shew [show]/What party I do follow.” This is a
huge absence because it completely changes the meaning of that line. The first
folio implies that Oswald is telling Regan that were he to run into his lady
Goneril, he would show what party he would follow—a.k.a. Goneril’s. This
completely changes where Oswald’s allegiance lies at the end of this scene.
•

Finally, it is very important to note that throughout the entire first folio, Oswald is
only ever referred to as “Steward” in any scene in which he takes part. This is
Shakespeare’s way of saying that he will always only see Oswald as a lowly
servant, no matter what his aspirations appear to be throughout the play. It is a
clear indication that Oswald will never succeed in his scheming, sadly enough for
him.
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IV.

Character Analysis

Given Circumstances
The term “given circumstances” in reference to my character development and
research basically refers to my character’s background. This section will answer the
basic questions of who I am, where I am coming from, where I plan on going, etc. I like
to use the “GOTE” format in order to document my given circumstances—“GOTE”
stands for goal, obstacles, tactics, and expectations. To me this format is the simplest
way to organize my thoughts on exactly who my character is. My given circumstances
are as follows:
•

Goal: to be on top and eventually take over the throne with Goneril at my side.

•

Obstacles: basically every other character in the show besides Goneril. So many
other people have exactly the same goal that I do (i.e. Goneril, Regan, Cornwall,
and Edmund), and other characters, while not as blood-thirsty as the ones that I
have already mentioned, still serve as people who could potentially take over the
throne (i.e. Albany, Edgar, Gloucester, and even Cordelia). Also, Goneril is
married to Albany; so I will need to take care of him if I am to eventually be
Goneril’s king.

•

Tactics: essentially to “snake” my way up to the top by getting on the good sides
of those characters who can potentially help me on my way to the top—primarily
Goneril, but also Cornwall and Regan. As long as I serve the people who will
likely make it to the throne, they will keep me close and make it that much easier
for me to rule along-side them.
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•

Expectations: I will eventually rule the kingdom, probably not alone. I will
probably do it at Goneril’s side. If not her, then perhaps Regan and/or Cornwall.
In order to better analyze what my relationships are with other characters later on,

it was beneficial to go through the script and pick out what others said to/about me and
what I said to/about other characters.
What Other Characters Say To/About Me
•

“Put on what weary negligence you please,/You and your fellows.” –Goneril, I.3,
12-13.

•

“What says the fellow there? Call the clotpoll back…Where’s that mongrel?” –
Lear, I.4, 46-9.

•

“Why came not the slave back to me when I called him?” –Lear, I.4, 51-2.

•

“‘My lady’s father’? My lord’s knave, you whoreson dog, you salve, you cur!” –
Lear, I.4, 79-80.

•

“Do you bandy looks with me, you rascal?” –Lear, I.4, 83.

•

“Nor tripped neither, you base football player.” –Kent, I.4, 85.

•

“You strike my people, and your disordered rabble/Make servants of their
betters.” –Goneril, I.4, 250-1.

•

“Get you gone,/And hasten your return.” –Goneril, I.4, 337-8.

•

“I love thee not.” –Kent, II.2, 6.

•

“Fellow, I know thee…A knave, a rascal, an eater of broken meats; a base, proud,
shallow, beggarly, three-suited, hundred-pound, filthy, worsted-stocking knave; a
lily-livered, action-taking, whoreson, glass-gazing, superserviceable, finical
rogue; one-trunk-inheriting slave; one that wouldst be a bawd in way of good
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service, and art nothing but the composition of a knave, beggar, coward, pander,
and the son and heir of a mongrel bitch; one whom I will beat into a clamorous
whining if thou deny’st the least syllable of thy addition.” –Kent, II.2, 11-22.
•

“What a brazen-faced varlet art thou to deny thou knowest me! Is it two days ago
since I tripped up thy heels and beat thee before the king?...I’ll make a sop o’ th’
moonshine of you. You whoreson cullionly barbermonger, draw!” –Kent, II.2,
26-31.

•

“Draw, you rascal. You come with letters against the king, and take Vanity the
puppet’s part against the royalty of her father.” –Kent, II.2, 33-5.

•

“Strike, you slave! Stand, rogue! Stand, you neat slave!” –Kent, II.2, 38-9.

•

“The messengers from our sister and the king.” –Regan, II.2, 47.

•

“No marvel, you have so bestirred your valor. You cowardly rascal, nature
disclaims in thee. A tailor made thee…A tailor, sir. A stonecutter or a painter
could not have made him so ill, though they had been but two years o’ th’ trade.”
–Kent, II.2, 50-7.

•

“Thou whoreson zed, thou unnecessary letter! My lord, if you will give me leave,
I will tread this unbolted villain into mortar and daub the wall of a jakes with him.
Spare my gray beard, you wagtail?” –Kent, II.2, 61-4.

•

“That such a slave as this should wear a sword,/Who wears no honesty.” –Kent,
II.2, 69-70.

•

“His countenance likes me not.” –Kent, II.2, 87.

•

“He that beguiled you in a plain accent was a plain knave,” –Kent, II.2, 107-8.
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•

“My sister may receive it much worse,/To have her gentleman abused,
assaulted,/For following her affairs.” –Regan, II.2, 148-150.

•

“And meeting here the other messenger,/Whose welcome I perceived had
poisoned mine,/Being the very fellow which of late/Displayed so saucily against
your highness,/Having more man that wit about me, drew;” –Kent, II.4, 37-41.

•

“This is a slave, whose easy-borrowed pride/Dwells in the fickle grace of her he
follows./Out, varlet, from my sight.” –Lear, II.4, 184-6.

•

“Persuade me rather to be slave and sumpter/To this detested groom.” –Lear, II.4,
215-16.

•

“Our troops set forth tomorrow. Stay with us./The ways are dangerous.” –Regan,
IV.5, 18-19

•

“I’ll love thee much,/Let me unseal the letter.” –Regan, IV.5, 23-4.

•

“I know your lady does not love her husband,/I am sure of that; and at her late
being here/She gave strange eliads and most speaking looks/To noble Edmund. I
know you are of her bosom.” –Regan, IV.5, 26-9.

•

“I know thee well. A serviceable villain,/As duteous to the vices of thy
mistress/As badness would desire.” –Edgar, IV.6, 252-4.

What I Say To/About Other Characters
•

“My lady’s father.” –to Lear, I.4, 78.

•

“Why then, I care not for thee.” –to Kent, II.2, 7.

•

“Why dost thou use me thus? I know thee not.” –to Kent, II.2, 10.

•

“Why, what a monstrous fellow art thou, thus to rail on one that is neither known
of thee nor knows thee!” –to Kent, II.2, 23-5.
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•

“This ancient ruffian, sir, whose life I have spared at suit of his gray beard—” –to
Cornwall, about Kent, II.2, 59-60.

•

“It pleased the king his master very late/To strike at me, upon his
misconstruction;/When he, compact, and flattering his displeasure,/Tripped me
behind; being down, insulted, railed,/And put upon him such a deal of man/That
worthied him, got praises of the king/For him attempting who was selfsubdued;/And, in the fleshment of this dread exploit,/Drew on me here again.” –to
Cornwall, about Kent, II.2, 112-121.

•

“My lord of Gloucester hath conveyed him hence./Some five or six and thirty of
his knights,/Hot questrists after him, met him at gate;/Who, with some other of the
lord’s dependents,/Are gone with him toward Dover, where they boast/To have
well-armed friends.” –to Cornwall, about Lear, III.7, 14-19.

•

“Madam, within, but never man so changed./I told him of the army that was
landed:/He smiled at it. I told him you were coming:/His answer was, ‘The
worse.’ Of Gloucester’s treachery/And of the loyal service of his son/When I
informed him, then he called me sot/And told me I had turned the wrong side
out./What most he should dislike seems pleasant to him;/What like, offensive.” –
to Goneril, about Albany, IV.2, 4-11.

•

“Your sister is the better soldier.” –to Regan, about Goneril, IV.5, 5.

•

“I may not, madam./My lady charged my duty in this business.” –to Regan, about
Goneril, IV.5, 19-20.

•

“Would I could meet him, madam! I should show/What party I do follow.” –to
Regan, about Gloucester, IV.5, 42-3.
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•

“Wherefore, bold peasant,/Dar’st thou support a published traitor?” –to Edgar,
about Gloucester, IV.6, 231-2.

Character Autobiography
My name is Oswald. I was born into a world of social and domestic turmoil
somewhere in rural England. I grew up in an orphanage, and I took this as an opportunity
to learn as much as I could possibly learn while locked away in this adolescent prison.
The years I spent there without any sort of family only increased my passion and drive to
find a place in the world where I felt like I truly belonged, and that place was the top of
the food chain, so to speak. I was finally released when I was too old to be retained any
longer. I joined the army and eventually wormed my way up to the position of Goneril’s
right-hand man, through some sly charming. The more we worked together, the closer
we would get. I saw a lot of my passion and drive in her. Eventually, it began to feel as
if we were ultimately going to take over the kingdom together from her father Lear
whenever he would decide to descend from the throne.
The time finally came when Lear decided to divide the kingdom among his
daughters. Thanks to Cordelia’s hostility, he decided to only divide it in half: half for
Regan and half for my lady Goneril. This was our foot in the door. From here we would
continue to attempt to take as much of the kingdom as possible. As long as I stuck close
to Goneril’s side throughout all of the upcoming turmoil that we would experience, I was
sure that she would take me with her to the top. However, we had a few obstacles in our
way: her sister Regan, Regan’s husband the Duke of Cornwall, the earl of Gloucester, his
son Edmund, his other son Edgar, Lear himself, Cordelia (if she were to come back), the
king of France, and namely Goneril’s own husband the Duke of Albany. We began
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getting as close to our rivals as possible (namely Regan and Cornwall). However, it
seemed to me that Goneril was beginning to get closer to Edmund, and this made me very
uneasy. My true feelings for Goneril far surpass that of business partners. Were the
world mine, we would together be king and queen of this nation. However, with this new
obstacle in the way, that goal would probably be much more difficult to obtain.
There finally came a day when I witnessed Goneril and Edmund getting closer
than I would have ever imagined or would have liked to have seen. They kissed right in
front of me. It began seeming to me that my dreams of the two of us running the
kingdom one day would not come to be real. That was it for me. I needed to part from
her if ever I wanted to reach my ultimate goal. Furthermore, another opportunity almost
immediately presented itself to me. Soon after I witnessed this heart-breaking act, a
messenger came in to tell us that Cornwall had been killed. I saw this immediately as a
way in the door with his wife Regan. Without a need for much thought at all, I swiftly
raced over there in order to worm up to her, with the hopes of getting back at Goneril
while still attempting to receive the throne eventually. However, my plans began to
backfire as Regan told me that she knew about my true feelings for Goneril. She then
asked me to deliver a message for her and kill the earl of Gloucester. I immediately
began to regret my decision to betray Goneril.
As I travelled back through the woods in search of the man that I now had been
commissioned to kill, I thought about how I began my life and how far I had come, and it
was all thanks to Goneril. Betraying her was my downfall. I found Gloucester and a
poor Bedlam beggar in the woods, and I attempted to fulfill Regan’s orders to kill
Gloucester. However, I do not think that this beggar was really a beggar at all. He pulled
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out a dagger and began to fight me away. Eventually he stabbed me with a fatal wound,
and in my last moments of life, I thought about how precious life is and how much I wish
that I had stuck by Goneril’s side till the very end. Everything I had wanted still could
have come to be, but I messed up.

Movement
Body movement is an aspect of my character development that I feel I could
never live without. Getting into my character’s body is a way for me to feel more closely
connected to my character’s needs, wants, and intentions. Once I have solidified who my
character is and how he moves, I feel much readier to interact honestly with the other
characters on stage. In order to find out my character’s body movement, I look to the
Lugering technique, developed by Michael Lugering. This technique is based on the idea
that acting should be fundamentally based on human expression: how we as humans
express ourselves through our physical actions and the noises that we make. Lugering’s
technique explores the make-up of our bodies and the different types of movements and
actions that they are capable of.
Everyone exists somewhere on the expressive continuum, which consists of ten
physical properties with twenty sensory elements, all of which could be accessed by the
human body. Physical properties involve how matter (in this case, the human body) uses
energy to interact with its surroundings. Sensory elements, which exist as a sub-category
of physical properties, involve how the physical properties drive the senses to react; there
are always two possible sensory elements for every physical property, and the two are
opposites. Everyone exists in a primary element while still showing smaller traits of
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other elements (a secondary and maybe even a tertiary element)—for example, I am
primarily a very centered person, but I also tend to be heavy and somewhat free. The
primary element represents how the body most distinguishably moves; it sets one person
apart from another. The secondary and tertiary elements work in tandem with the
primary, though they are not as distinct from person to person. Everybody is different,
though. Here is a table showing the ten physical properties with their sub-sensory
elements:
Physical Properties

Sensory Elements

Energy

Charge/Release

Orientation

Contact/Withdraw

Size

Expand/Contract

Progression

Center/Periphery

Flow

Free/Bound

Direction

Direct/Indirect

Speed

Fast/Slow

Weight

Light/Heavy

Control

Stable/Unstable

Focus

Sharp/Diffused

As I mentioned in the “Research” chapter, I decided at one point early on in the
process that I wanted my body movements to be very snake-like, so I started to focus on
how snakes move. Based on my observations, I was able to decide where my character
would exist on the expressive continuum. Primarily, I would be sharp, which had a lot to
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do with the eye movement. I, as Oswald, was always focused on what was ahead; my
eyes would focus, and my body would follow. Secondarily, I would be charged. Just
like a snake, my body was always ready to act upon any given impulse. I would never
allow myself to relax because the high stakes surrounding me required me to be in a
constant state of alertness. Finally, for my tertiary movement trait, I would be
withdrawn. In order to constantly stay under the radar, I would need to be out of both
sight and focus so that I could do my bidding and that of my lady Goneril without ever
getting caught or having people above me get suspicious of my actions. Once I put all of
this together, I felt that I had fully embodied exactly who I wanted my Oswald to be.

Voice
Movement is not the only part of my acting training that is very beneficial to my
process. It is also very important to concentrate on my vocal work as it pertains to my
character. For my vocal exploration I look to the Lessac technique, developed by Arthur
Lessac. It is his philosophy that when we speak we should feel like we are singing and
when we walk we should feel like we are dancing. This is the vocal technique that I have
been taught at Southern Miss. One of the biggest things that I have gotten from this
technique is to constantly keep a strong forward facial—this involves putting as much
vocal resonance in the front of the mouth as possible. As a singer as well as an actor, I
trust this technique to keep my voice strong and healthy throughout a performance.
As far as exploration for Oswald goes, I looked first to the three different body
NRG’s which we explored in the class: potency, radiancy, and buoyancy. This goes
hand-in-hand with Lugering’s movement work. Potency involves being very powerful
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and very in control of your body and voice. Radiancy involves being very explosive and
vibrant with your body and voice. Buoyancy is a very diffused energy in which it feels as
if you are constantly floating. This went along well with my movement choices based on
the Lugering technique. Oswald, to me, was a very potent character; so clearly I looked
to the energy of potency to fill him up. “Sharp” and “charged” (my primary and
secondary Lugering movement elements) are two very potent movement choices. Lessac
work also involves using consonants as vocal NRG’s. For my character work I punched
certain consonants and really worked with my “s” sounds (because of my character’s
being like a snake). With both my movement and vocal choices worked out, I now had a
complete character.

Relationships
This is where the Meisner technique comes into play. In brief, the technique,
which was developed by renowned acting teacher Sanford Meisner, is all about
connecting with my acting partner, developing a relationship, and reacting honestly to
each other in imaginary circumstances. In order to yield the most affective results on
stage, it is important that my acting partner and I develop a good strong relationship
between our characters, including exposition and things and events that may not be seen
on the stage. Once we have developed this relationship, we can move forward in the
technique and take our backgrounds onto the stage and stay connected both to each other
and to what we have come up with as our background stories. Nothing is pre-planned; all
the reactions are organic. While the blocking could and should be as set-in-stone as
possible, this should not affect how we all honestly react to each other during every
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performance. Below I have compiled a list of each character with whom I interact during
the show and what my relationship is to that character.
**For spatial purposes, I’ve only included characters with whom Oswald has a
relationship.
Character
Lear

Relationship
Lear is the first obstacle in my way to the top. I do not
think too highly of him at all, despite his being the king and all. I
see him as a senile old man who does not have a clue whatsoever
about how to take care of orderly business properly. I find great
pleasure in watching him start to lose his mind in front of
everyone in II.4. Once he is out of the way, then I care for him no
more. II.4 is the point at which I do not see him as an obstacle
anymore, and though he be alive somewhere, he is dead to me.
It is also important to note his relationship to my lady
Goneril. As her father, he does not appreciate all that she has to
offer the kingdom. She is much keener to ruling, and this senile
old man has no clue. I really do not appreciate the way that he
treats her in I.4, and it just makes me even more ambitious to take
him down.

Goneril

Goneril is my lady, and I her right-hand man. I do not have
any family, as far as the text is concerned; Goneril is the closest
thing that I have to family. What she may not know is that my
feelings for her have far surpassed the professional level, and I
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Goneril cont’d

may actually be in love with her. I get very protective of her,
especially with regards to her father (Lear) and her husband
(Albany).
I always thought that it would be me and her at the top once
we’ve toppled over every obstacle along the way to ruling the
entire kingdom, but I start to get anxious once Edmund comes
into the picture. Goneril acts as if she is just fooling with him to
further the two of us along, but I am not so sure that I believe that.
It is at this point that I decide to move over to Regan’s side and
try to buddy up to her since her husband has died. However, after
I take Regan’s bidding to kill Gloucester, I immediately start to
feel regret for betraying my lady. In my last few moments of life,
all I can think about is how sorry I am for betraying Goneril.

Duke of Albany

Albany is Goneril’s husband, and I cannot stand him. I
think that he is incompetent, pitiful, and not worthy of my lady’s
love. In I.4, after Lear has just ripped into Goneril and made her
break down and cry, I cannot stand the fact that Albany can just
stand there and not be able to comfort or defend her. He is so
very pathetic, and I do not really see him as much of an obstacle
to the throne because it seems to me that Goneril will eventually
come to her senses and get rid of him.
In IV.2 I start to see another, stronger side to Albany, and it
gives me pause. I never thought that he would be able to unleash
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Duke of Albany

such fury on his wife, and it makes me wonder if now he may be

cont’d

more of an obstacle. However, at this point I may actually be
more on his side than hers because of the Edmund situation.

Regan

Regan is Goneril’s sister, and I do not think much of her
until II.2, at which point I start to see her as more of a potential
accomplice and less as a threat. She and her husband both could
be potential accomplices in helping me and Goneril up to the
throne, and they are (at first, at least).
I move over to Regan’s castle to buddy up with her after
her husband has died and Edmund has joined the picture with
Goneril. I think that perhaps I could join sides with her, and
together we could topple everyone—including Goneril and
Edmund. However, soon after being in her presence, I realize that
I have made a mistake in betraying Goneril for Regan. She scares
me into joining her side, and I immediately regret agreeing to go
find Gloucester and kill him.

Duke of Cornwall

Cornwall is Regan’s husband, and he is a very strong
personality in this entire battle for the throne. I immediately
respect him as someone who knows what he is doing. I do not try
to buddy up to him in the way that I later try with Regan, but I
definitely try to get on his good side because he is someone who
will be a grand accomplice later on in the game. When I hear of
his death in II.2, it definitely sends a shiver down my spine
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Duke of Cornwall

because it means that one of the biggest obstacles to the throne is

cont’d

out of the way.

Earl of Kent/Caius

I never know of this character by his real identity (the Earl
of Kent); I only ever know him as Caius, Lear’s servant. I do not
interact with him until he trips me from behind and throws me out
in I.4. From this point forward, I hate him and fear him. I interact
with him again in II.2, in which I do not know who he is at first
because I did not actually see him when he tripped me in the
previous scene. As soon as he lets me know who exactly he is, I
freak out and try to get the hell away. I am not one to get scared
too easily, but I sincerely fear this man. As soon as I get on
Cornwall’s good side and see him (Cornwall) put Caius in the
stocks, I feel a sense of victory. However, even with him in the
stocks, I still fear him.

Earl of Gloucester

I see Gloucester in a similar way that I see Lear. He is
really not much of an obstacle to the throne; he is merely someone
who needs to be pushed out of the way. While I do not think that
he is as senile as Lear, I still have no problem walking all over
him because I really do not think that he has any idea that he is
being used and abused throughout the show.
When Regan sends me out to kill him, one of the reasons
that I accept the task is the fact that I think it will be no problem at
all to kill someone who is blind—this is after he has been blinded
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Earl of Gloucester

by Cornwall and Regan. I do not plan on the possibility that he

cont’d

may have a good fighter protecting him (Edgar/Poor Tom).

Edgar/Poor Tom

I do not interact with this character at all until I meet up
with him (disguised as “Poor Tom,” the bedlam beggar) in the
woods with Gloucester when I have set out to kill Gloucester. I
highly underestimate him, thinking him to be nothing but a mere
bedlam beggar. I die still having no idea who he actually is. As
soon as he pulls his dagger out to fight, I feel fear because I have
had barely any training in combat, yet I still do not think much of
it because he is just a beggar. However, soon into the fight I
realize that I have bitten off much more than I can chew. I lose
hope in the fight, and it reaches a point where I am sincerely
fighting for my life. Even as I lie there dying, I look down upon
this mere beggar and continue to bark orders at him to relay
messages that I had been set out to deliver.

Edmund

The first time I see Edmund is in II.2, and I do not think
much of him except that he has saved me from being beaten to
death by Caius. Later on in II.4 I notice him checking out Lear’s
fallen robe after Lear has lost his mind, and I start to wonder
about who this suspicious character could be and if he could be a
potential threat or accomplice. In III.7 I see him walking off with
Goneril, and I realize right away that he is a threat—to me, at
least. The tension rises even more in IV.2 when I see Goneril kiss
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Edmund cont’d

him. This throws me into a conundrum, and it is at this point that
I decide to try to maneuver my way around Goneril and to betray
her.

Curan

I barely think about this guy. He is one of the soldiers who
seems to be given a lot of higher position jobs, but I think he is a
joke. I have no worries at all with regards to him.

Fool

The only time I am on stage with the Fool is II.4, and we
barely interact. However, somewhat like Curan, I do not see this
character as any sort of threat at all. He is pretty funny, but I do
not think anything of him as far as my road to the throne goes.
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V.

Daily Rehearsal Log

08/29/2011
Introduction
This is our first meeting as a company for this production of King Lear. We
started out with introductions among the entire cast and crew, including Actors’ Equity
Artist Mark Kincaid (who will be playing the role of King Lear). It seems to be a very
dedicated cast and crew, and I think that it will be a very productive environment in
which to work. I am especially pleased to learn that we will each be able to have one-onone time with Mark so that he can help us all with our approach to the language (i.e.
verse and phrasing).
Lou Rackoff, the director, started us off with the question “Why give up power?”.
He then informed us to look at the situation in North Africa and the regions around the
Mediterranean Sea. In order to answer the question of what happens when one gives up
power, Lou hinted that power is succeeded in places such as England and even the United
States to avoid what happens in this play.
Then Lou started to discuss his vision of the play directly. He requested that all
characters have dynamic arcs that lead to unexpected turns. He said that we should be
after a unique production here. He informed us of his dramatic action statement—or
D.A.S.—which went through a rough draft that led to his final draft. First, he came up
with “to defy fate”, but he then ended up with “to pursue my destiny” as his D.A.S. Each
and every character in the play must believe that he/she is going to win.
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Design Presentations
**Side note: Request Stephen’s and Craig’s power point presentations and Murrell’s
rendering of my costume (if they would comply).
Stephen Judd, the set designer, started off by explaining the “World of Lear” that
the design team came up with. He described the world as timeless, elemental, feudal,
austere, brutal, and refined. These are ideas that show up throughout the entire design of
the production. The biggest thing that I got from the design was that this show is going
to be dark. Very dark. This is not a happy world. People do whatever they feel they
need to in order to get what they want, and this leaves many people downtrodden on their
tracks. One really cool pointer about the design that I noticed was the idea that the
costumes will be dyed to look as if they are coming out of the set. Also, we were
informed that our language must really fill the space because we actors would basically
be working on a bare stage; this is something exciting because it will be as if we are
performing on very thin ice without much scenery or props upon which to lean.
Language Discussion
Lou and Mark discussed a line memorization technique with us: we must
memorize by long line phrases. It is as simple as that. Also, we will be making plenty of
line cuts in pencil because the cuts may change as the rehearsal process progresses.
Other things to note about Shakespearean language:
•

There is no subtext in Shakespeare. Everything you need to know is right there
on the page, whether in the words or in the scansion.
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•

While going through the script, we should first go for the sense of the line and
then go for the scansion after we have made sense of it all. Lou said, “If you need
to breathe, then breathe.”

Reflection
This is my first Shakespeare play to ever be a part of, and this is something that I
thought would be very overwhelming. However, this introduction to the company and to
the process has relieved any stresses that I had been previously experiencing. It seems
that we will be in very good hands throughout the process, and we will have nothing but
help and support at every turn. I am very excited to set foot into my journey through this
production.
08/30/2011
Character and Play Background
For starters, here goes with my character development so far:
•

Character: Oswald

•

Goal: to be on top

•

Means: cozy up to both Goneril and Regan

•

Why? One of them is sure to end up on top, and I will be right there with her,
whoever it is.
Lou and Mark both had valid input as we began our journey into character

development. Lou requested that we find moments in the play that resonate with us and
our characters. Mark brought up an article that he had read recently about being moved
by characters that are flesh and blood; this is a reference to a full embodiment of the
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character, through his/her mind, body, and soul. This is the final character outcome that
we should strive to achieve with Shakespeare (and with any performance, really).
**Side note: See Kenneth Branagh’s Henry V film adaptation, and pay specific attention
to the chorus work—this is similar to how we are going to be doing this show.
My personal character goal is to get everyone on my side; this is a goal that Lou
put out there for every character to strive to achieve.
Here are some questions that I have compiled to ask about my character in
particular—throughout the rehearsal process, I will accumulate a number of questions to
keep in mind with regards to my character research.
**Side-note: Throughout this section, I will propose each question and include an
answer with it; however, in most cases I did not come up with the answer until later in the
rehearsal process.
•

Where does Oswald stand?
o Oswald stands next to Goneril as her right-hand man. Though he
technically has no sort of claim to the throne, he believes that Goneril
does, and he uses this connection to his benefit.

•

What does he stand for?
o He stands for himself, mostly. He loves Goneril, too; but he mostly does
what he does out of selfish reasons.

•

What is his agenda?
o He plans on doing whatever he must do in order to one day be at the top of
the hierarchy.
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By answering these questions, I will better solidify a strong “flesh and blood”
Shakespearean character in Oswald. I would also really like to explore the character’s
evolving alliances throughout the show. He has a definite one with Goneril as the show
begins, but there is textual evidence that he may be swayed towards her sister Regan by
the end of the show.
Lou brought to attention the fact that many characters witness things in the show.
In an earlier meeting that I had with him, he told me that he thought Oswald witnessed
particularly more than others. This is one of my character’s stronger weapons: that I pay
close attention to conversation among other characters and use what I learn from
eavesdropping to my benefit. I need to pay close attention to exactly what it is that I
overhear and learn throughout the show and how I am affected by it all.
Mark then described “Dark Pool Syndrome,” which is a darker side to people that
everyone has, but it all depends on whether or not one taps into said “dark pool”. His
exact words were, “Virtue is defined by if ever you dip into the dark pool, which is
malevolence.” The questions I have to ask myself are if and when I tapped into my dark
pool and why.
Lou gave us a brief description of feudal England. In this society there is no
national army. Manors and castles had entourages of knights, and most fights were
between two or more feudal lords. Lou then gave us the structure of hierarchy at the
beginning of the show. At the top is Lear; below him are Albany (with wife Goneril) and
Cornwall (with wife Regan); below them are the Earl of Kent and the Earl of Gloucester;
below the Earl of Gloucester is his legitimate son Edgar; and below him is Gloucester’s
illegitimate son Edmund. I need to ask myself where my allegiance lies and how strong
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it is; this goes back to my prior question about my changing alliances throughout the
show.
**Side note: Research the myth of King Lear and English history at the time of the
play’s initial production.
In Elizabethan times there were no phones or anything of the sort, so people
counted on other people for protection. A big theme in the show is whether or not certain
people can be trusted. I need to keep asking myself, “Can I count on you?” throughout
the show, and other characters will be asking the same about me. Lou pointed out that
this is a big theme throughout all of Shakespeare. Furthermore, betrayal is also a big
theme throughout the play (and Shakespeare). I should explore whether or not I am ever
betrayed or if I ever betray other characters—am I betraying Goneril when I seek Regan’s
help in IV.5?
Just some more issues that Lou wanted us to focus on throughout the rehearsal
process:
•

Who Lear is now, and what he is going to be in the future.

•

How religion plays into the play. Does it? Is it related to the storm in Act III?
o Everyone in the play has someone that they look to when times get
hard and when they need some sort of guidance. Oswald only looks to
himself.

•

What is the lesson for the audience?
o Perhaps it is that you can never be too late for the ones you love. You
must see the people in front of you who love you. I found this lesson
particularly touching in discussion. Also, not everyone can just step
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up to be king. Edgar goes through purgatory before becoming king at
the end of the play.
Another thing to explore that I thought of myself is that with all these family
relations in the show, what about my family? Where are they? Do they exist? Is there
any other character in the show that may feel close to kin for me (perhaps Goneril)? I
concluded that this is one of the reasons that I feel so close to Goneril: I do not have any
living relatives that I know of, and she is the closest thing that I have to family.
In closing on the character and background discussion, Mark left us with this
remark: “The people we love the most are the people we hurt the most.” I feel like this
statement is one that heavily reflects the world of Lear that we are about to create.
**Side note: Look up the King Lear movie adaptation with Paul Scofield on Netflix, if
you get the chance.
Read-Through
A few notes on the language:
•

Keep an eye out for prose sneaking in; this can indicate a closer relationship.

•

Incomplete lines indicate action happening.

•

If you complete someone else’s line, come in right away.

•

Surprisingly, verse is actually easier than prose in Shakespeare. Attack prose
with phrasing.

First year graduate student Lisa Fischel (who plays “Regan” in the show) made an
interesting comment about the show: “The closer you are to power, the closer you are to
immortality.” This could be a driving factor for many of the characters (perhaps Oswald)
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in the show. Also, the play is largely influenced by the beliefs of the time (Elizabethan
era). I should get involved with the world that we are in.
The furthest we got with tonight’s read-through was I.3. I noticed a few things
about my character in this scene. Knowledge is power; it makes me stronger. Goneril
confides in me—why is this? This is something that I should talk about with third year
graduate student Shelley Johnson, who is playing the role of “Goneril”. Also, Lou
brought up the possibility that Oswald is more of an officer than a steward—in this
edition (the Pelican Shakespeare) he is referred to as a steward, but in others he is
referred to as an officer. Being an officer would give him more power and confidence.
According to dictionary.com, a steward is someone who manages another’s property or
financial affairs, and an officer is someone who holds a position of rank or authority.
Being an officer would definitely make Oswald a stronger, more confident character.
08/31/2011
Read-Through
As far as the schedule goes, we are welcome to any and all rehearsals, even if we
are not called, so that we can sit and observe the process with an Actors’ Equity member.
Also, we may come back to scenes quicker during this process than usual, and it is highly
advised to be off book the second time we come around to a scene; so I will need to get
going with line and blocking memorization as soon as we block scenes. Finally, before
the read-through tonight, Lou wanted to point out that this play is an example of
Shakespeare at his finest. I should find out exactly when the play was written.
**Side note: Lou has the Japanese version of King Lear, which he highly recommends.
Perhaps I should ask to borrow it some time.
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By the time II.2 has begun, Regan and I have already met. I should explore what
our relationship is at this point, and also the relationship I share with her husband
Cornwall. I begin this scene with a conversation with Kent in disguise as Caius. I had
asked myself if I knew that this was actually Kent because of an earlier scene I had with
him in which he tripped me (I.4); however, I looked back at that scene and he was also in
disguise there, so I do not know that it is Kent. I do not even know who Kent is, because
the first time I ever met him he was already in disguise as Caius. Later on in this scene, I
get Caius into trouble. Do I plan this because of how he embarrassed me in I.4? Did I
plan this whole scene out? I did not plan this scene out. It was all coincidence, but I got
something positive out of it in the end: Caius was put in the stocks. I won.
In II.4 Kent has a line “And meeting here the other messenger,/Whose welcome I
perceived had poisoned mine,/Being the very fellow which of late/Displayed so saucily
against your highness [Lear],/Having more man that wit about me, drew;”; this line is a
reference to me. It appears that I have made an impression on Kent, and I “poisoned”
him, which could have been my very inclination. Also in this scene, Goneril is compared
to both a vulture (line 133) and a serpent (line 159); I found this particularly interesting
because I had prior decided that both of these animals were comparable to Oswald. This
could be something that draws Goneril and me to each other: we have similar ambitions
and similar means.
**Side note: I really like the Fool’s line 79-80 in III.4: “This cold night will turn us all to
fools and mad-/men.”
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At this point Lou pointed out that madness in Shakespeare is marked in a scene
where one character talks as if he/she is in one world when there are other characters on
stage who know that this is not true (i.e. Ofelia’s “flower” scene in Hamlet).
Also, in Elizabethan times malice had to be paid for, and this was reflected on
stage.
By the time we got to III.7, I had come to the conclusion that Oswald was cocky
and knew it to a certain extent. This is a character choice. This could possibly be my
character flaw, also. More to come of that in IV.6.
In IV.2 I witness Goneril and Edmund kissing (around line 28). Does this make
me jealous? This is something that really makes me wonder about my relationship with
Goneril. I think that being stuck in this situation makes me very uncomfortable and
jealous because I am seeing Edmund get from Goneril what I would like to get from her.
Following their kiss, I warn Goneril about her husband Albany approaching. Do I do this
out of genuine concern or more of a snide, “Stop kissing in front of me!” type of remark?
These are things to explore.
What I do in IV.5 could be a direct result of what I witness in IV.2: I go straight
to Regan after getting jealous of Goneril and Edmund. Upon reading this scene, Lou
brought up the idea of powerful woman leaders being a theme in this show (namely
Goneril and Regan). During this scene, we discover why I go after Gloucester in the
following scene: orders from Regan.
Some questions regarding this scene are as follows:
•

What triggers this command from Regan?
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o This is for the actor (Lisa Fischel) to decide, and I cannot know
exactly what her intentions were. All that I can come up with is how I
(as Oswald) felt about her command.
•

How do I feel about her calling me out on my relationship with Goneril?
o I feel embarrassed to know that it is apparent that I have more than
professional feelings for my lady. I also now know that she has
something to hang over me to make me do whatever it is that she
wants me to do.

•

Furthermore, what is my relationship with Goneril exactly?
o This was answered in the “Relationships” section in the “Character
Analysis” chapter.

•

Why do I try to cozy up to her? Where and when do I decide to cozy up to
her? Perhaps as a result of IV.2?
o I decide to cozy up to her as soon as I realize that Edmund and Goneril
are ganging up together; I feel left out. That indeed happens in IV.2.

This leads us to IV.6, which Lou refers to as the “meadow scene”. I approach
Gloucester and whom I assume to be a poor beggar (who really turns out to be Edgar). I
have never seen Edgar before, and I have no idea that he has had military training since
he was a child. According to Lou, this will be a fast fight between Edgar and me because
of his military training. However, if I am an officer, I feel like the fight would not be too,
too simple. This is something that I will have to discuss with Lou.
Just a few afterthoughts on the reading:
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•

Scenes in which people are moving to the battle must speed up—we must
feel that intensity.

•

Really work on speeches outside of rehearsal.

09/02/2011
I.3 Blocking
**Side-note: in general, for all specific blocking notes, consult my personal script.
We talked further about my relationship to Goneril. We—“we” being Lou,
Shelley, and myself—see me more as an officer or right-hand man to Goneril, rather than
merely her steward. Perhaps Goneril and I have made a deal of some sort; maybe I am
her military attaché, who organizes meetings with generals and such other officials. This
sort of connection gives me a sense of confidence (that could be taken as cockiness).
However, even though I act as Goneril’s right-hand man, everything could turn on me at
any given moment if things should go wrong—I am basically walking on a tight-rope in
my position.
Lou then gave us some background points on the scene before we began:
•

He wants me to play with the idea that I have not seen the king or any of
his men yet until the next scene.

•

Lear could have probably been here at the castle for a week at this point,
just fooling around and taking up space—both him and his men. This
situation is just not working out for Goneril and me.

•

The stakes are pretty high, but they are not at the crisis point just yet.
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•

In the next scene I am in the middle of the family feud because I was
being picked on, and Goneril does not like her right-hand man to be
picked on, especially by her father’s men.

I.4 Blocking
A few notes from Lou before we begin the scene:
•

A bit of dialogue that had previously been cut will be added back in on
page 25 of the script.

•

In line 84, I refer to Lear as “my lord,” but I never treat him like a king. I
take this reference to be sarcastic.

•

In line 45 when I say, “So please you—,” I am basically saying something
more like, “When I have the time—,” to snuff off the king.

•

When Kent trips me up, he is basically treating me like a common jerk.
This is a huge insult to my dignity, and I immediately go to Goneril to
complain.

•

This leads me to question whether I spark the big fight between Goneril
and Lear because I have run off and complained to her.

In this scene I am basically following Goneril’s orders to snuff off the king and
rile him up. This inspires me to act the way that I do: moving on and off the stage and
never really moving the way that Lear wants me to. Then, Kent (disguised as “Caius”)
kicks me out, and this is when the action of the scene shifts to the major confrontation
between Goneril and Lear.
As homework to myself, I would like find some research images, including:
vultures, snakes, generals, officers, military attachés, stewards, owls, etc.—basically
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things that pertain to my character and things that hear and see all. I have also noted that
while we are blocking this with just the main players tonight, all the soldiers and the
doctor are also onstage in this scene.
Some questions I would like to ask myself about I.4:
•

What has happened off-stage before I return on line 331?
o I have run to Goneril to tell her how badly I was treated by Lear
and his men. She reacted strongly and went to set him straight. I
am eavesdropping the entire time.

•

How do I feel about Albany?
o He is a pitiful man. This relationship is also discussed in the
“Relationships” section of the “Character Analysis” chapter.

•

Also, I come in early and overhear Albany and Goneril. What is my
point-of-view on what I overhear?
o I am glad to see Goneril, once again, standing up to Albany and
not taking any of his crap. However, I loathe him for not being
able to take care of her in this sorrowful state.

Journal
I am secretly in love with Goneril. In IV.2 I see her kissing Edmund, and this sets
me off. It is then that I set off to cozy up to Regan in IV.5. This is just a character secret
to think about in my search for character development and discovery. Furthermore, I also
have to question whether it is love or power that I am after with regards to Goneril.
I had a small talk with Shelley about our character’s relationship:
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•

In IV.5 in line 29, it is implied by Regan that Goneril and I may have a
sexual relationship. It is either that or we are just very, very close in kin.

We decided to play around and see how it goes. Perhaps we are both just very flirtatious
and manipulative people, trying to flirt and manipulate on either side.
In I.3 I am listening to Goneril and trying to track her thoughts. I consider myself
a political mastermind, and the more I follow her every step—she is also an ambitious
political entrepreneur—the better chance I have at climbing her ladder to the top and
joining her at the top.
In I.4 I follow her instructions to give Lear the cold shoulder. Also I am pretty
confident/cocky because of the power that she has given to me. I seize the moment to be
bigger than the king. However, the king and Caius physically abuse me, so I set out to
tell Goneril all about it because I know that she will take care of matters. Perhaps this
will give her enough fervor to go kick him out of our place for good. I return to the
courtyard after she has let Lear have it, and I am very satisfied with what I have done—
with what she has done. It has all worked out according to my plan. In general, I am
very pleased with myself.
**Side-note: what exactly is my character flaw? Where is my downfall?
09/05/2011
11.2 Blocking
In this scene, I am arriving at Gloucester’s castle after coming from Cornwall’s
where I delivered a letter to Regan. At this point I am very exhausted from all the
travelling. A few questions to think about:
•

What happened at Cornwall’s castle?
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o I merely delivered the letter and sped over to Gloucester’s where I
knew that the real action would begin taking place.
•

Did I get the letter to Regan? And how? She was supposedly gone.
o I gave the letter to one of their servants. At this point Cornwall and
Regan do not matter too much to me because I have not formally met
either, so I do not know whether or not they are a threat. I focus on
what I know.

•

Did I go back to Goneril’s castle before coming to Gloucester’s?
o No. Time was of the essence. I needed to get to Gloucester’s
A.S.A.P.

Kent (here still disguised as “Caius”) recognizes me right away, but I do not
recognize him. This will come into play when we choreograph the combat in the
previous scene in which he throws me out of the room. Lou would like me to note that I
can play my rank here: I am with Goneril, and she is the oldest sister (which means
power for me). This is one of my main tactics; I really need to find places in the script
where I can really push my arrogance and other places where I need to let that go. I
finally recognize Caius around line 27. During this whole argument with him, my main
goal is to get into the castle, but he keeps getting in the way. Lou says that I am
unarmed, but I am not so sure. This could all just be a show to get Caius in trouble (and
later I succeed). So I must question:
•

Why do I not draw my weapon? Is it because I’m scared, or is it a ploy?
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o At first I am honestly too scared to even think to fight back.
However, once the others show up, it turns out to be in my benefit
to appear helpless against Caius.
•

It is also important to note that I do not know how Cornwall may react to
all of this, though I might have an idea. Do I know?
o I have a good feeling about first impressions. As soon as Cornwall
steps onto the scene, I know that he is someone who is highly
capable of taking care of business with this lowly servant.

My main tactic in this scene following the fight with Caius is to suck up to
Cornwall (the duke) in order to manipulate him so that I can get what I want, which at
this point is for Caius to be put down and punished. However, does he even need to be
manipulated? He may already be more on my side than I even know.
09/06/2011
Language Talk with Lou
This show is not about reading poetry; it is about using the heightened language to
better reinforce our characters and the show itself. The heightened language reminds me
of how songs fit into musicals: they have the same objective. Also, I should use imagery
in the lines to my benefit. It should actually make the job that much easier.
**Homework to self: research Shakespeare scholarly works.
II.4 Blocking
This scene is still taking place in Gloucester’s castle. This is the scene in which
Goneril and Regan start plotting together how to take over the kingdom; it is a major
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turning point for them and how they treat their father. This leads me to ask some
questions:
•

Do I notice that they are plotting?
o Yes, of course.

•

Do I plot as well?
o I do later with Goneril. However, as soon as I see the two sisters
plotting, I begin thinking of plots on my own.

•

I see Goneril as possibly taking control of the kingdom ever since our first
scene together (I.3). When do I start thinking that Regan could possibly
take over? Why do I start to think this? How does that affect me? Does it
happen in this scene? Does it happen in II.2?
o When I first see Regan in II.2, I get a feeling that she is one to
reckon with. However, it is not until this scene (II.4) that I really
see how she is willing to put herself and her loved ones completely
on the line in order to get what she wants.

In this scene I have no lines. This scene serves primarily as an observation on my part. I
am a fly on the wall, so to speak.
•

What do I take from this observation?
o Goneril and Regan, along with Cornwall, are mighty forces in this
kingdom. I should team up with all of them.

•

How do I stay under everyone’s radar?
o Everyone is doing so much talking that I need not make a sound.
All I need to do is stick to the background and observe.
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Also, Lou would like us to note that people in Shakespeare’s time would go to
mad-houses the way that we go to zoos today. So, is it possible that I find joy and
excitement in watching Lear lose his mind right in front of my very eyes? I think that it
is a big possibility for me to enjoy this.
Journal
Betrayal plays such a huge part in this show. It is important to ask myself what
betrayal means to me. It sucks, no matter what side you are on. Either you are a victim
or you are guilty, and guilt will tear you apart in the end. Even if you do not get caught,
guilt will leave your hands bloody, and unless you are just a downright evil human being,
bloody hands will haunt you in the end.
I betray Goneril (though not directly) when I run to Regan in IV.5.
•

Does the guilt get to me before I die in IV.6?
o The guilt hits me immediately. I know that I have gotten in over
my head.

•

Does it get to me during IV.6?
o It hits me well before then, but I have serious regrets as I am dying.

•

Do I have a final moment of redemption?
o This could be interesting. That is my final moment in the show,
after all. I think that I do. In my head I apologize for betraying my
lady and finally look to the heavens because I finally understand
how precious life really is.

Getting everyone to like you and be on your side is difficult. No matter how hard
you try, you cannot always win. You cannot always have everyone on your side. This is
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exactly what I am trying to accomplish in this show. Could this be my downfall or my
character flaw? The answer is, yes; yes it is.
09/07/2011
Lugering Movement Work
I want my body movement to be based on that of a snake (which I have decided is
my character’s “spirit animal”). I decided to use the Lugering technique to establish my
precise character movements. After toying with a few different things, I landed on
“sharp” as my primary movement, “charged” as my secondary, and “withdrawn” as my
tertiary. This seems to be the most snake-like combination of all.
Scene Work
In I.3 I am not ashamed, nor do I try to hide it when Goneril catches me
eavesdropping. After all, this is why she hired me for this position in the first place. It is
also my best weapon to make my way to the top, and nobody would suspect the lowly
steward. Little do they know…
In I.4 I am in a higher status than Lear. He is nothing but “my lady’s father” at
this point. How dare he speak to me and strike me as he does. I must ask myself:
•

Am I afraid at all to look him directly in the eyes, face-to-face? And to
say the words that I say to him?
o It is invigorating and freeing to act this way to him. It gives me
confidence and builds me up as a stronger character.

**Character secret (in this scene): I have been just outside eavesdropping on the entire
fight, listening the entire time.

81

Journal
Monica has said that Oswald is one of the reasons that King Lear is one of
Shakespeare’s best plays (if not the best) because he is such a detailed yet low-key
character. He is the unsuspected plotter. One would not think that he has as much on his
mind as he actually does. He is a mastermind. Who would suspect little ole Oswald?
Furthermore, I have decided that Oswald is sexually ambiguous. He will not let
sexual preference get in his way—just another trait that makes him strong at what he
does. Lady Macbeth’s “unsex me here” speech comes to mind.
09/08/2011
Text Work with Mark Kincaid
I met with Mark Kincaid, and he gave me a few pointers on how to approach the
character and the language:
•

Look to the language for any questions you may have about the intentions
or tactics or anything of that sort.

•

The best thing to do with Shakespeare is to let his language do all the
work and just follow along for the ride.

•

Go through the lines slowly (at least at first) in order to really open up to
the language and understand it.

**Side-note: There are specific notes about end stops and flavoring the script in my
personal script in scenes I.4, II.2, IV.2, and IV.6.
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09/09/2011
Scene Work Discussion
By the end of II.4, it is clear to me that Cornwall and Regan are a force to be
reckoned with.
•

How does this make me feel?
o I want to be close with them. I want to be on their side, too.

•

Do I want to join them?
o Yes, eventually.

•

Am I threatened for my sake? For Goneril’s sake? For both?
o I feel threatened for both of us, unless we are able to “snake” up to
them and join forces. This is exactly what we do.

Lou wants us to note that the speed/urgency needs to pick up on the way to Act V.
This means that every scene needs to show a different, progressive side to my character.
I am constantly being sent from castle to castle.
Symbols
The king (Lear) is a symbol. All the other characters in the show understand
this—namely me (Oswald), Goneril, Regan, Cornwall, and Edmund. If Lear is to
connect with Cordelia in Dover, this is bad news for the rest of us who are trying to make
our way to the top of the chain. Albany is the wild card: nobody really knows to whom
he will offer his allegiance. Furthermore, we can get rid of the man (Lear), but that does
not necessarily mean that we have gotten rid of the symbol for which he stands.
Things to note:
•

Sabotage is a political crime. Am I guilty of this?
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o Most definitely.
•

Edmund and I are both trying to pin people against each other. How are
my tactics different from his?
o He is much more charming and extroverted with his tactics. I am
subtle and behind-the-scenes with mine.

•

In every scene I need to find an action to play throughout the entire scene.
I need to go after decisions that I can actively make in the context of the
scene. I need to develop a background: an off-stage plot to drive what
happens on the stage.

•

As far as the actual lines are considered, it is important to go after
intensity rather than speed in the delivery.

•

Also, Lou has decided that III.7 will definitely take place after
intermission.

•

In III.7 (which we have not yet blocked) my message probably pushes
forward the urgency. Do I know that it will do so? Do I exaggerate in
order to throw them all into more confusion and chaos?
o I know that it will do so, and I do not exaggerate at all because I do
not need to in order to add to the confusion and chaos.

09/13/2011
Scene Work
In I.4 I need to work more on getting into my fully realized body before we begin
the scene. Also, I should find more balance between my body and voice.
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Questions on tactics and intentions:
•

How do I put up with Lear’s rebuttal?
o I know that I am better than he is, so his rebuttal does not bother
me. It actually allows me more freely to do what Goneril set me
out to do.

•

Honestly, do I dare to look at Caius after he has pushed me down? Do I
dare to look at anyone in the room?
o I do not look at him because I am afraid. I do not look at anyone
else because I am embarrassed.

•

Had Goneril not told me to be cold to Lear, would I still have acted this
way anyway?
o I would have acted that way to a certain degree, but I would have
tried to be a little bit more polite. Goneril’s orders just set me free.

•

Did I plan on the possibility that one/some of Lear’s men may defend him
to me (i.e. what Caius ended up doing)? Or that he might strike me
(which he ended up doing)?
o I thought that they might try to get at me with words, but I had not
planned on any physical violence.

In II.4 Lear is acting up. I feel very protective of Goneril. Some questions to
consider:
•

Is there anything big that happens to make me fear for her safety? How do
I react to any impending danger?
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o As soon as I see Lear about to lunge at her, I jump out of fear for
her safety.
•

I wonder if I also feel protective of Regan. Even if I do, I feel confident
that Cornwall has that station covered.

•

It is times like this that I really feel the need to ask whose side I am on.
Really, I am on no one’s side by my own. How far do I go to make
Goneril think that I am on her side? Or am I really, truly on her side?
o I am truly on her side. The end.

•

Lou has made a change to the blocking: I enter when Goneril enters, as
opposed to coming on far ahead of her. This strengthens our relationship.

09/14/2011
Scene Work
I was scared to death today when Matt (as “Kent/Caius”) came after me today in
II.2. I really thought that he was about to beat me to death. The energy and the
connection just felt so strong and so real. It really pushed the rest of the scene. I really
think that having Mark around has pumped talent and promise out of everyone that may
have just been dormant before in performance. I do not have much to write about today
except that it was just a great, great rehearsal.
09/15/2011
III.7 Blocking
This scene is basically Cornwall’s setting up a big symbol in blinding Gloucester
for being a traitor. Since he did not see the leader in front of him (i.e. Cornwall), his eyes
must be taken away. I know that Cornwall and Regan are probably going to be the next
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king and queen, so I am performing a very calculated sucking-up in this scene. Also, my
message is very urgent because I am reporting an invasion from France.
IV.6 Blocking
This is a transition section in the play. I have stepped up the ladder of success at
this point in the play. Also, I have been promised some sort of reward (from Regan) if I
kill Gloucester. My news to Edgar is the first time he or Gloucester hear that Edmund is
now the earl of Gloucester.
Journal
I have made a character comparison. My relationship with Goneril is like Toby’s
relationship with Mrs. Lovett in Sweeney Todd. I am hopelessly devoted to her and
willing to fight and even kill for her if I need to. This is just something to think about.
At the end of my presence in III.7, I see Goneril walking off with Edmund. This
makes me very, very jealous. This is the first time that I see the two of them together,
and I do not like it. It makes me feel replaced. I thought that one day I would be walking
with her, but it appears to be not so. After I see this it is apparent that I should start
setting my sights elsewhere: Regan. But do I dare to face Cornwall? When do I decide
that it is okay to go after her?
09/16/2011
IV.2 Blocking
In Shakespeare, characters tend to cross lines; when they do, some characters
regret their decisions, but most just keep driving forward and do not look back. Into
which group do I fall? I eventually regret mine, as I lay dying.
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In this scene (IV.2) I do a lot of noticing, with Goneril fighting Albany and then
Albany receiving news from the messenger towards the end of the scene.
•

What do I notice/learn?
o I notice Edmund kissing Goneril; I really don’t like that. I also
notice that Albany has started standing up to Goneril and could
now pose as a possible threat. I also learn of Cornwall’s death.

•

What news/events are of importance to take to Regan?
o It could be important and beneficial to tell her that Goneril and
Albany’s marriage is falling apart. Also, it could help to tell her
that Goneril and Edmund are getting together.

•

When do I decide to take the information to Regan?
o As soon as I hear that Cornwall has died, I see my way in with
Regan.

IV.5 Blocking
This scene is a vacuum of power: both Regan and I are trying to suck up as much
power as we possibly can from each other. The stakes are very high. I want something
from Regan in return for my service, but what is it? Our mutual needs feed each other in
this scene—that is, to use what we can to get to the top of the food-chain. As far as
Gloucester is concerned, we must get rid of him wherever he may be in order to keep our
road clear. He is walking around blind, and people are seeing this symbol and what the
regime has done to him. As far as Regan is concerned, I must calculate exactly how to
answer her questions and requests; this is a question of tactics and intentions.
•

What is my relationship with Regan?
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o See “Relationships” section in the “Character Analysis” chapter.
•

What is it that she says in order to bring me over to her side?
o She tells me that she knows about my feelings for Goneril, and I
realize that I have no choice but to do whatever she says. She also
insinuates that I can get closer to Goneril by hooking her [Regan]
up with Edmund.

•

How do the dynamics change as the scene progresses?
o When I first walk in, I am holding strong against her; I also have
more information than she does. However, as soon as she reveals
that she knows my secret, the dynamics change completely in her
favor.

09/19/2011
Fight Choreography
The choreography for my fight scene (IV.6, the death scene with Edgar) is fairly
simple and to the point. What is my character’s background? I have not had much
training. None, really. I have seen fights, but I have never partaken in one. I go after
Gloucester and Edgar (whom I think to be a simple Bedlam beggar) because I feel like it
really cannot be that difficult to kill a blind man. However, soon into the fight, I realize
that I have bitten off more than I can chew; and at this point it is a fight for my life!
Scene Work
Lou made a blocking change for the soldiers in I.4. Now they surround me as if I
were a snake in a lion’s den. Lou wants me to acknowledge the fact that I am surrounded
by lions when I walk into the room the second time. He wants me to make the decision
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to stick my nose in the air, despite the odds. Also, I, the actor, am making an effort to not
see my assailant [Caius/Kent] who trips me and pushes me out so that it will make more
sense in II.2 that I do not recognize him at first.
Also, note to self: review entrance cues, and do not be late for an entrance!
09/20/2011
Fight Choreography
This is the fight choreography for I.4 in which Caius/Kent trips me and pushes me
out of the courtyard. I (Oswald) am clumsy. One of my character flaws is that I am so
conscious of watching what is in front of me that I never think that someone might be
attacking me from behind.
09/23/2011
Scene Work
Today was a day of discoveries! We worked on scenes II.2, IV.2, and IV.5. Lou
discovered/saw/realized my character secret: I have more than professional feelings
towards Goneril, and it nearly kills me to see her kissing Edmund in IV.2. I have to look
away and try to hold my composure. I, the actor, did not want Shelley (playing Goneril)
to find that out, but hey, it may help the dynamics to have the secret out there (among the
company).
The secret being let out helped IV.5 incredibly! It turned out that Regan knew my
dirty little secret and used it as a ploy to pull me onto her side. She even found a way to
convince me that helping her to get with Edmund would help me to get with Goneril.
The dynamics of the scene became so much clearer and so much more intense.
Discoveries are the best!
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09/24/2011
Blocking IV.6C
This is the scene for which we have already worked on the fight choreography.
Today we just sculpted the scene around the fight leading up to my death. I have several
questions to ask myself about this scene:
•

How desperate am I?
o I am fighting for my life. I want to do the deed for Regan and
survive so that I can get back to Goneril and make things right.

•

How did I find them [Gloucester and Poor Tom]?
o I have just been feeling my way through the woods. It really was
by luck that I found them at all.

•

What are my first thoughts?
o when I see Gloucester?


He is blind. He will be easy to kill.

o when I see Poor Tom?


He is just a poor beggar. He poses no threat to me.

o when he [Poor Tom] pulls out the knife?


This may be a much more serious fight than I had planned
on.

o when he starts fighting?


I am now fighting for my life. This was completely
unexpected.
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09/26/2011
First Stumble Through
I need to vary up my moments and stay connected with what is happening in the
scene. I think that I did a good job keeping the character consistent throughout, but I
must stay conscious of the different scenarios throughout. Also, I should play my
character secret throughout, whatever that means in each scene. I am taking too long on
some beats. I need to cut that out because pacing is key. I need to get the point across
without stopping the show. Lou will work on this throughout this next week. Overall, I
thought that it was a great first run. There is not a single weak link in the show.
09/28/2011
Scene Work
Questions:
•

How persnickety am I with Lear in I.4?
o I am having so much fun being completely persnickety with him.

•

I know exactly how to get under his [Lear’s] skin. How is that?
o He is so much like Goneril. I know her very well; therefore, I
know him just as well.

It will be important to energize the character in his sassiness. Even someone who
is “released” (in the “Lugering” movement sense) has spontaneous “charges,” and an
“indirect” person has “direct” moments. This is just like a snake—funny how that works
out that way. A snake slithers and remains calm; then it charges on the attack. That is
what makes snakes so scary—to me, at least. It is kind of snakes’ thing.
**Side-note: Make noises on the fall. Expel air. It will make it look more realistic.
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09/29/2011
Scene Work
My news in III.7 must be a lot more urgent. I really should come hustling
through. Also, this is the first time that I see Goneril with Edmund. The suspicions are
rising. I do not like it. Not one bit.
In II.4 I really find that I (as Oswald) enjoy watching Lear deteriorate in front of
my very eyes. It is sick, but I get an insane kick out of it. Also, I see Edmund eying
Lear’s fallen robe on the floor at the end of the scene. This leads me to more suspicions
about him. Who does he think he is? What is his background story? Why is he here?
09/30/2011
Scene Work
In II.2 I have a knife—so why don’t I use it? I am really scared of this guy
[Caius/Kent]. I mean, he could probably snap me in half. I am not going to mess with
him. I need some sort of back-up, and I get the back-up that I need in Cornwall and
Regan; then I am back on top (at least as far as the status play goes with Caius).
In IV.6 I need to enter more coolly.
You may notice that my entries are getting smaller and smaller. The reason for
that is the fact that I am getting so solid in who my character is that at this point it is just a
matter of fine-tuning things. At this point, it is just a matter of taking notes from Lou,
mixed with things that I notice that I need to work on, and fine-tuning and living in the
moment from now through the final performance of the show.
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**At this point, my journaling came to a halt, really, because now my process was more
about presenting all my research and work thus far as we started doing run after run after
run, including technical and dress rehearsals, up until opening night. Night after night,
however, I would receive notes from Lou about what was strong and what needed more
work. Following I have included the notes given:

10/03/2011
•

I called for the line, “What most he should dislike seems pleasant to him;”.

10/04/2011
•

I need to sharpen the demand for courtesy in II.2 on my line “If thou lov’st me…”
(as if to say, “Be courteous, or else…”).

•

The urgency on my IV.2 report about “Never man so changed” could be stronger.

10/05/2011
•

I need to keep the pacing going on through my speech to Cornwall in II.2A.

10/06/2011
•

My entrance into II.1 could use a bit more presumption—“Where shall we set our
horses?” as if Kent were my servant.

•

When I call for “Help!” I need to try to throw my voice so that people inside the
stockade can hear me.

•

My II.4 entrance is good. However, there is no need for me to stand in front of
Gloucester on purpose—he’s not an adversary at this point.

10/11/2011
•

I need to enter a bit sooner in II.2 for the scene with Kent.
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•

I need to maintain my volume on “Whose life I have spared” in II.2.

•

I had a good intention in II.4 when I was watching Lear very intently. However, I
need to be careful that this does not start to look like I am leering at him (no pun
intended by Lou). Lou would prefer an icy, cold demeanor.

•

The personal commitment my Oswald is making to various sides is terrific, so
says Lou. He wants me to make sure to keep him “savvy” and “threatening”
rather than “meddling”.

10/12/2011
•

My entrance into II.2 could be much more demanding and a bit more
presumptuous.

10/13/2011
•

My Oswald is starting to come off a bit flamboyant. We want to keep him
sexually ambiguous. One of the things that makes the audience and others fear
him so much is that nobody knows which way he is going to go—this includes
sexual preference.

**The show then opened the following night on October 14, 2011. I will talk about how
the performances went in the next section: my post show reflection.
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VI.

Post Show Reflection

This is the chapter in which I evaluate all the work about which I have written.
This has been a long process, from getting ready for my audition all the way through
closing night. Though it has been long, it has been highly productive and very rewarding.
I knew that I had my own process and way of working and sculpting a character and
developing on-stage relationships, but it took this whole project to really solidify what
exactly that process is. Before I began the rehearsal process for this production, my
process was a bit shaky: I would have a final end product of a role, but it had always been
a bit disorganized as to how I would reach that final product. At the close of this
production, I had developed a much more organized structure of character development
based on all the preparation that I have done for roles in the past. Overall, I feel
confident in my process based on a number of factors: successful relationships with other
actors on stage and complimentary notes and criticisms from the director and teachers
and other relevant audience members.
My character development did not stop on opening night. On opening night I was
still very anxious and little bit nervous, and this rubbed off on my character a bit. This
was actually the night that Lou reminded me that Oswald was not a flamboyant character;
it was important to keep him as secretive and ambiguous as possible. I felt much more
grounded in my character at the second performance, and Lou gave me a huge
compliment after the show for being able to take his note and work so immediately and
efficiently with it. However, the development did not stop there. Each night of
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performance I felt more and more connected to my character and to the other actors.
There were aspects of my character that I did not even truly discover until closing night.
It was Lou who once told me in his directing class that the two strongest feelings to play
on stage were love and hate. Each night of performance I played with more and more
love for Goneril. By closing night it was so much clearer than ever that all my character
decisions were based on this feeling, and my performance felt the strongest.
One of the most rewarding parts of the whole process was getting to hear from
teachers and students alike what they thought of my final product. Monica Hayes, one of
my acting professors, told me that my Oswald was very “snake-y”; this was incredible to
hear because she had no idea that I had been working on making my character move and
act like a snake. Michael Dendy, a fellow theatre student, actually asked me if I had
decided the sexual orientation of my Oswald because he could not tell; again, this was
very great to hear because of all the work that Lou and I had done to make my Oswald as
ambiguous as possible. Perhaps the most rewarding compliment of all was one for which
I was not actually present. Dr. Stanley Hauer of the College of Arts and Letters gave a
pre-show talk for the show, and I heard from many students who were there that he had
nothing but amazing things to say about my performance. Supposedly he said that he had
seen a good many performances of King Lear, including some professional ones and even
some actually in London, and he has taught the play to classes at least sixty-five times.
All of that being said, he told his audience that my portrayal of Oswald was by far his
favorite that he has ever seen in any production. Words cannot describe how rewarding
and self-assuring that was to hear.
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Also, I have mentioned before that one of the factors that made me confident in
my performance was my ability to establish such strong relationships on stage with the
other actors. Here is a funny example of what I am talking about. During one
performance, in II.2—the scene in which Caius would come near to attacking me, but
then he would be stopped from behind by Edmund—Alex (who played Edmund) entered
the stage and stopped Matt (who played Kent/Caius), but his head was brushed over by
Matt’s cloak. He emerged with a huge cowlick in his hair; it stuck straight up. It was
incredibly hilarious, and I had to fight back laughter and tears. However, Derrick (who
played Cornwall) knew what was going on, and the two of us kept our eyes focused right
on each other for our next bit of dialogue; we did not lose each other, and we all made it
through the scene without breaking character. Alex had no idea what had happened. It
was a beautiful and hilarious moment of live theatre.
All things considered, I feel very successful in my process. There are a few
things that I would still like to work on. Namely, throughout the weeks of rehearsal
logging, I asked myself a lot of questions; while I think that it was very good of me to ask
all of those questions, I never really took a good inventory of all that I had asked myself,
and I never took time to sit down and write out all the answers to those questions until the
very end of my process—even though I found all the answers in one way or another
throughout the weeks of rehearsing and discovering new things each and every day.
Research was a bit different for this sort of process than it would have been had I done a
more scientifically tested research project (i.e. something that would have involved
people taking a poll or answering questions at the end of the process). This creative
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project was more focused on me and me alone: how I work and how I function as a
performing artist in an academic world.
At the end of the day, I have a process that works for me, and what else can
anyone really ask for? Before I started rehearsing the show, I had a very vague,
unorganized approach to preparing for a performance of a role. I would gather research
and as much information on the character and the show that I possibly could, but I would
not have any real organized way of logging all of that information for my future use.
Now I know exactly where to look for research and how to document it in a way that is
helpful to me in my search for character discovery. I knew that I would use Lugering,
Lessac, Meisner, and countless other techniques in order to build the character in my
body and voice. However, it was not until this process that I fully understood how
important it was to make these decisions and stay consistent with them as the rehearsal
process would move further and further along. This experience has done wonders for my
skills and methodology as a theatre artist, namely as a performer; I am very grateful for
that.
In the words of Oswald, “So please you,” (I.4, 45).
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